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The paintings that comprise my thesis illustrate the processes that
I employ when contemplating the issues that are most pertinent to my life
and creative work. The process is an integral part of my interpretation of
my private and creative concerns, which are often one in the same and
become synonymous concepts that reflect my life and societal
observations. We all have our own realities which make us feel separate
from one another although we share common experiences, thoughts and
feelings. The repetitious hues, marks, compositions and materials reflect
my thoughts and experiences. The copper pieces that join the two,










the subjects exist in the
same world but are isolated from one another. "Untitled
5"
is a
culmination of the four prior pieces. I seek the simplest form of the truth
that is the source for many issues, seen or hidden. This truth or core
holds the answers and helps me understand the whole. Finding my way to
the underlying core meaning identifies the connection between all of the
parts. If I can understand the core, then I can understand all of its
components. The process of simplification occurs when I choose the
marks, hues, and composition of elements as they occur on my canvas. I
choose what conveys my behavior, feelings, and/or thoughts. Each element
is carefully selected
for the desired effect, definition, and representation
of these ideas.
In order to be able to accomplish this successfully, I examined my
process of painting. I was painting using many tubes of paint when I
discovered that they were mixed with pigments that I was using
individually. For example: Pthalo Green had Pthalo Blue and Yellow in it. I
could mix these two pigments together myself. It was evident that in
order to really have a full understanding of color theory, I needed to fully
explore color theory. It was through this process that I derived my
knowledge of color and how best to utilize it for my purposes. I
determined that I could mix any color with the use of only four tubes of
paint. This core palette consisted of the primaries and white. From the
core hues, I could mix all of the hues. I now had a full understanding of
color theory and utilized this knowledge as an expressive tool.
This process illustrates going from the radiating layers, which
relate to the core, to the core and back to the layers. Once the core is
fully understood, there can be a return to the layers but with a new
understanding of the layers. In analyzing the paints I knew that I did not
understand how to mix the colors that I wanted. I could not manipulate
the pigment on my canvas, and therefore, I could not express my ideas.
This concern was occupying my mental energy and was eliminating any
time that I could spend on the development of concepts for my work. I
was muddled by the layers and needed to understand the core in order to
interpret the layers. Understanding color theory allowed me to go beyond
an impediment and focus on my concepts.
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I have applied the vocabulary I established with color use to the
various elements in "Untitled 1". The use of the rope was an appropriate
element, a signifier to express my thoughts and feelings. The apparent
realization that I could not control my world and that my world could
direly effect and even overcome me was overwhelming me. Within the
painting, this is exemplified through the entanglement of the writhing
wood and rope elements. These elements bounced from submissive to
aggressive, from vulnerable to impenetrable. The rope was an ideal choice
because it has so many meanings itself as a flexable binder to a
substantial support. It is soft and pliable but withstands great tension
and force. The rope meanders through the rigid, wood elements as if
caught in their grip while simultaniously forcing them off the surface of
the painting. Both the rope and the wood are fibrous, organic materials
that are bound together because they emanate from the same source but
are struggling with each other for their own existence within the same
context. The world in which they exist is also unquestionably a part of
the rope and the wood. They are slathered with the same hue as the ground
of the painting. I chose a cool range of hues utilizing a limited,
dark-
valued palette. The murky paint, which suggests a natural source due to
the horizontal, painterly application and the granular surface created by
the addition of sand to the paint, contributes to the relationship already
established between the rope and the wood. There is also a subtle
ambiguity whether the
wood is a part of the ground of the painting. Is it
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emerging from the ground or is it a separate entity closely related to the
ground? I made this relationship between the wood and the ground
ambiguous so that the viewer would connect the wood and the rope with
the ground. The ground is the world of the wood and the rope. It is what
surrounds them in the same way that I am surrounded by people. With
some people, I establish a definite relationship, which is illustrated
through the dance between the rope and the wood. I have embodied the
rope with my struggles to understand and interact with my world. In
contrast, the rope also has this moment of anonymity when it appears
quite unexpectedly over the edge of the upper portion of the painting. It
dangles there either before it has encountered the rigidity of the wood or
after the wood has disengaged from the rope. The viewer cannot
determine at what point of the struggle between the elements they are
viewing the rope at the moment it peaks over the edge. Somehow, it has
the appearance of either defeat or vague vulnerability. If it
"won"
the
battle with the wood, is the destiny of the rope to be isolated from the
wood and disengaged from its world? If it never battles with the wood,
does the rope ever exist as part of the world of the wood and the ground?
Or is this an indication that the rope has a choice to stand alone or involve
itself with another? What ever the implication, the rope, in this instance,
remains stagnantly removed from the world
of the wood and is lost in
vague solitude. The rope and the wood never unite to become one; they
exist in the same world separately.
This is again exemplified in "Untitled
2."
This painting is a more
obvious and blunt statement. Again, I have added a soft-sided, organic,
textured element which echoes my feelings of vulnerability and isolation.
The solitude of this element is amplified by the addition of a bright red,
plexiglass strip which hovers over it. They barely touch at their
intersection and are more distanced than enmeshed at that cool, fleeting
moment when they are in contact. The use of color compliments enhances
the tension that exists between them. The red plexiglass is placed two-
thirds of the way down the canvas and creates a horizon line that is
further established by the use of blue in the ground above, identifying this
as a possible sky. The green element is "tree-like", its surface textured
like bark, green in color and biomorphic in form. To the right of this
element is a green area of ground which suggests foliage. Yellow is used
for the foreground to create the illusion that this area is forward and
alludes to soil.
The broken plane of the ground, the slick plexiglass, and the
biomorphic, green element all exist on the same canvas but are only
related through formal means of composition and color theory. The three
elements of "Untitled 1": the rope, wood and ground are being translated
into the green, red and ground elements in this painting but instead of
becoming integrated they are being isolated from one another through the
use of hues. Not one element is joined to another; they all exist uniformly
alone but together on the same canvas. I have often determined that I am
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part of a world of people who are truly individuals. We all exist in the
same environment, participate in the same routines, and exhibit the same
needs but are not engaging or acknowledging each other. We live around,
above, beneath, and behind each other but not with each other. We exist
like the elements of our world, trees, sky, and land. They are all part of
one whole; they rely on each other but are visually unrelated and
disconnected. This is clearly illustrated by the use of the three
primaries. The primaries are needed to create all of the colors, but in
this instance they are used, virtually, as distanced surfaces which are
part of one whole separated by the raised planes of the red plexiglass and
the green shape. The green element is an exception. It is the combination
of the blue and yellow of the ground that creates the green body of the
organic element; it could not exist without these hues. The red gash in its
center, exposing its innards, allows the biting edge of the red plexiglass
to penetrate its undulating, soft belly. All three primaries are used on
its surface and clarify that we are all part of one whole.
The importance of the horizon line includes a more theoretical
concept. Chogyam Trungpa states in his book Cutting Through Spiritual
Materialism "in order to experience open space one also must experience
the solidity of earth, of
form. ..space can not be experienced without the
outline of the earth. ..if we are to paint a picture of open space, we must
express it in terms of the earth's horizon". I could draw a line
horizontally across a blank canvas and a viewer would interpret this as a
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horizon line. The space goes from a vacant field to a plane filled with
space and ground. This relates to the theory that without bad we do not
have good; without silence we have nothing to hear, etc... The idea of
figure to ground or horizon to space is an expression of duality: me and
them/him/her/that or here and there. With duality we are passing over
and around each other without much contact. These ideas relate to the
core of this piece as does the use of the three primaries. They both
illustrate parts which make up a larger whole. They are the core ideas of
the painting. The elements on the canvas appear to be unrelated but are
united by the use of formal means which are subtle but apparent through
further analysis. This subtle cohesiveness of the elements allows them to







conceptually united. I am illustrating two versions of the same world.
They are the same format; the dimensions of the canvases, the two
lengths of boards, and the palettes are virtually the same dimensions.
These canvases reflect a re-accessment of my approach to control or not
to control my world. In "Untitled
3,"
I utilized a limited palette
comprised mainly of orange-red and magenta
hues to create a patch-work
pattern that resembles camouflage, military clothing. At the right edge of
the canvas are two boards that delineate an area between them in which
the surrounding environment
is altered and is displayed as flat black.
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There are three copper, c-shaped bars crossing from one to the other board
near the top of the canvas like the rungs of a ladder.
This canvas is the manifestation of "the grass is greener...". The
copper
"ladder"
rungs deliberately lead the viewer to imagine what is on
the other side of the canvas. The vacancy of the landscape further
reinforces the notion that something better, richer and more fulfilling
than this is unseen. The rigid edged planks confine the space between
them, darkening and deadening the surface of this inner ground. They
stand like two stiff guards or monolithic structures on either side of a
gate. In "Untitled
4"
the corresponding boards have undulating, bark
coated edges and ridges that expose their inner vulnerability. In this
natural state, the boards do not confine the lively, vibrant yellow space
between them but, are fluently interrelated. The ground on either side of
the boards is a fiery red coated with a very dark green grass-like textural
element. There is life and growth on this surface. The c-shaped elements
of this painting meander over the gulf between the boards, bent and worn
through apparent use, and appear to be stitches joining two sides of the
environment like fallen trees that may have been used for makeshift
bridges to gain access to the other side of the same plane. In one world
there is a constant search for something better. The environment is cool
with flat hues which lie there like a distant valley seen from an airplane
landing somewhere else. Its counterpart has the immediacy of the texture
of that distant valley which is engulfed by rolling meadows covered with
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the grassy remains of once farmed fields. The center ground between the
planks in "Untitled
3"
is dark and foreboding where as in "Untitled
4"
it is
warm and inviting as a sun drenched stream in summer.
These paintings summarize the release of my beliefs of control and
self-centered desire. The rigidness of "Untitled
3"
identifies my
constant search for a more self satisfying environment and the control
exerted when trying to succeed in accomplishing this. In "Untitled
4"
I
have allowed my environment to be as it is and it flourishes with this
freedom from control and desires. It is appreciated and complimented by
any occupants.
I have analyzed my world again in "Untitled
5"
but with different
results. My thoughts during this period of time revolved around our
perception of things and our individual identities interwoven with all of
the other concepts involved in the production of the four prior pieces.
Several events occurred at one time, all of them linked, which culminated
with the production of "Untitled 5.".
One event occurred in a beautiful high ceilinged theater. I was
staring at the murals painted on the ceiling while waiting for the
beginning of the performance. The figures danced across the surfaces in
animated pleasure. As the lights slowly dimmed, I still gazed at the
painting as they became less and less
recognizable. In the limited light,
the paintings took on new life as abstracts. No longer were the figures
apparent, only the gestures
and the more extreme lights and darks of the
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composition. As the performance ended, the lights rose and the figures
blossomed once again.
This event describes visually what occurs when I analyze the layers
in my life. The layers are apparent but the core is not. Then, as I whittle
away the layers, I see only the basic components which were always there
but not apparent because of the details of the layers which obscured it.
Once I see the core I can once again return to the layers with a full
understanding of them.
I come to each situation with a history of conclusions which cloud
my seeing the core of people. This realization occurred to me parallel
with an experience with another friend of mine, a 40ish year old, Hispanic
male who continuously called me a feminist. I could not explain to him
why calling me a feminist made me so frustrated because I did not
understand my own frustration. Then it occurred to me. Once he labeled
me a feminist, he stopped listening to me thinking he already knew me. He
had had experiences with feminists before and I was just another one to
him. He no longer saw me but saw just another feminist. His hearing,
seeing, and experiencing me as Susan stopped with the assumption that he
knew me through his experiences with other women whom he labeled
feminists. I then asked myself: did I also do this? Is it enough to
recognize that I do and try to stop it?
There is only one of me and one of everyone else. There is nothing
like the work that I create. It is not a duplication of anything else. It is
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completely original. There are things in my art work that remind the
viewer of familiar things. We are all human and we share like
experiences, feelings, and thoughts. The concepts I depict in my work are
going to translate visually to the viewers who will draw from all of their
experiences to interpret my work. Some of my experiences and resulting
images are going to be similar, but not the same as someone else's. This
concept, I realized, was an illustration of the Johari Window. This visual
metaphor has four parts or panes. The first describes what you and I both
know of me. The second pane comprises what I know but what you do not
know. The third pane is what you know and I do not know and the fourth
contains what neither of us knows. All of these ideas are perceptions
derived from our own experiences and realities. Our belief systems are
rooted in verification of our perceptions. What we see can be completely
different from what someone standing right next to us sees. Neither
interpretation is invalid; it is just a reflection of our own individual,
relative experiences, leading up to and during the event.
These realizations are apparent in "Untitled
5."
The connected two
panel format describes two different perspectives of the same world.
Knowing that color, format and scale all contribute to our interpretation
of space, I chose a cool, receding color for the rear panel and a warm hue
for the forward panel to create the illusion that it is closer. The format I
used was the overlapping of two differing sized panels which are
proportionally the same creating
the illusion that the left one is much
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closer than the right. Scale was again used with the linear subject
matter. The rope is a much larger scale than the painted strokes which
reside on the adjacent panel. I have intentionally toyed with the
placement of the linear objects. One would think that if the panel on the
right is smaller, cool in color and dark as if shadowed by the larger
forward panel then it is at a distance and the linear elements, to appear
further away, should diminish in size. But I chose a three dimensional,
tactile, larger scale rope on this panel and placed much smaller two
dimensional, linear painted elements, which I literally faded with a white
wash to create even more distance from the viewer, on the forward panel.
I did this to illustrate that nothing is as obvious as it appears. What we
expect on the right hand panel is does not exist. Rather, it is the
unpredictable and unforeseen that is depicted. This is emphasized by the
unlikely appearance of the two by four which is in an even more dramatic
scale to that of the rope. This causes the viewer to question what the
scale is of the parts and how they relate to one another. It is similar to
Alice in Wonderland where nothing is familiar and everything is of a
different scale making the environment unexpected and new.
This work is the culmination of all four pieces. I again have utilized
soft and hard objects and color complements within this piece as I have in
the prior pieces. This again strengthens the opposing senses of
vulnerability and
strength. The viewer is challenged to interpret the
environment and the subject matter as juxtaposed with each other. In
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each of the prior pieces, there is a very strong relationship between
the
environment and the subject matter as they relate to one another on the
canvas. Each element is isolated but exists within the same format.
There is a forced acceptance placed on the viewer of "Untitled
5"
who
views a world that is turned upside down. This also appears in each of the
previous pieces, but is even more defined in "Untitled 5". "Untitled
4"
illustrates what can occur if you can accept your world while "Untitled
2"
defines a struggle between the environment and its elements.
I walked into the restroom the other day. As I entered a stall, I
passed a young woman standing at the sink. For some reason (I consider
things under odd circumstances), I wondered if I could recognize this
person if I were to see her in the hallway. That's a small idea but then I
wondered who she was, what was her core? Here was a person with
thoughts, experiences, feelings whom I would never know and would not
even recognize if I were to pass her in the corridor several minutes later.
She could be someone very special to me, but I just passed her as I do
almost everyone whom I see on any given day. We all do this everyday. We
just occupy the same
space at the same time but choose not to
communicate. Similar thoughts occur to me when I pass a sea of
gravestones in a cemetery. They stand as silent monuments over the dead
buried in the earth below. The monolithic, structures betray the lifeless
corpses which lie beneath them by advertising their birth and death like a
billboard announcing their
histories which are reduced to mere dates. And
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it is these histories which I find so fascinating. I ask again: Who were
these people? What did they do with their lives? What were their
experiences? These departed souls once shared the environment in which
I presently live only they lived at a different moment in time. These are
individuals whom I will never know. My work is about subjective
experiences and how we all share a common world and realities.
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Untitled #1
Untitled #2
Untitled #4
Untitled #3
Untitled #5
